into the feelings of characters, and it encapsulates the essence of events that many of us may have lived at one time or another (Ely, Vinz, Downing, & Anzul, 1997) . As a research strategy, portraits are designed to capture the richness, complexity, and dimensionality of human experience in social and cultural contexts, conveying the perspectives of the people who are negotiating those experiences (Lawrence-Lightfoot & Davis, 1997) . I present poetic portraits of three academics as teaching afriographies, 1 interwoven with their perspectives and experiences as Black women who educate teachers. Poems were developed during data analysis and were created with quotes from interview transcripts, my own shadowing reflections, and specific analyzed documents.
To create each poem, I began with the emergent themes from interview transcripts and shadowing reflections, themes such as spirituality, race uplift, support, and outsider-within. My goal was to describe the stories of my participants becoming and being teacher educators so that the reader would feel a familiarity with, and connection to, each respondent. In most, if not all, cultures, stories have enormous potential for connectivity (Thompson, 1998) . I looked for direct quotes from interview transcripts that would confirm the themes and give honor to their voices. I then brainstormed characteristics of each participant. I used my reflective notes to help convey the context of each professor, her office, and the culture of the university so as to paint a vivid portrait filled with the depth of witnessing the experience of data collection. Through my reflective notes, I recalled how I felt at each site as I anticipated the first observational experience. In this way, the two essential features of portraiture-context and voice-assisted in creating poetic portraits.
The context of a portrait is the setting-the "physical, geographic, temporal, historical, cultural, aesthetic-within which the action takes place" (Lawrence-Lightfoot & Davis, 1997, p. 41) . The context becomes the framework or reference point to place people and action in time and space and a resource for understanding what they say and do. Although context is the framework, voice fills the space within the framework. Poems exemplify my voice in dialogue with the participants' and capture my voice discerning the sound and meaning of their voices (Lawrence-Lightfoot & Davis, 1997) while also honoring their voices (Richardson, 2001) . Olivia, Tulip, and Tulani's voices and my voice witnessing their voices help bring their portraits to life.
As with any life, Olivia, Tulip, and Tulani's day-to-day experiences cannot be neatly defined or summarized in a few stanzas. To capture the richness and complexity of their lives in social and cultural contexts, Olivia, Tulip, and Tulani's stories of graduate school and of the teacher education professoriate are poetically presented in a linear fashion as well as in an "experienced" fashion. That is, experiences blur and are sometimes intertwined with other experiences. Certain parts of respondents' portraits are sequential, but like a lived experience, other parts of their poems elaborate on that experience. I take special care in presenting participants' afriographies, being aware of writing with respect for their families, students, colleagues, and institutions. For this reason, I use pseudonyms for all names and places. Poems are presented in the order of data collection: Dr. Olivia New-Ever, Dr. Tulip WiseOfelder, and Dr. Tulani Hingus Reed. To teach here is a legacy Of teaching that "They can have knowledge for the sake of knowledge, But we don't have that luxury. We need to be able to do something with ours," Do not hear this lightly! There must be a connection to community. "It is a challenge to teach critical thinkers." Meeting this professor to see How race uplift and her experiences Inform pedagogy. This is Tulani's afriography.
DR. OLIVIA NEW-EVER: EDUCATION FOR TODAY

DISCUSSION
I use the womanist concept to describe the perspectives, experiences, and roles of my participants. To ascertain my participants' womanist perspectives, they were asked questions in a preliminary interview that related to their philosophy of education, their perspective as a Black woman teacher educator, the types of courses they teach, and their perspective on what teachers should know and be able to do. As demonstrated by their experiences, Olivia, Tulip, and Tulani grew up with missions to teach and to help their race and respective local communities. Their work as othermothers (Collins, 1991) and change agents demonstrates how they, as Black women academics preparing teachers for K-12 classrooms in institutions perforated with racism, sexism, homophobia, and class-based elitism, extend into their teaching and training a strong-shared commitment to eliminate oppression and to create a more just society (Hill, 2003) .
Olivia, Tulip, and Tulani are not only committed to the survival and wholeness of humanity but also "love the spirit" (Walker, 1984, p. xii) and use spirituality as a guide and as a method of support. We can also see from their poems that each participant overcame some type of adversary. They consider themselves subjects instead of objects.
Each poetic portrait is supported by two essential features of portraiturecontext and voice. The poetry considers the internal context, or their work setting and my reaction to it. Poems also consider historical context, or the origins and evolutions of each participant and the values that shape her or his perspective. For example, each poem paints a brief teaching afriography that infers a connection to community.
In the poems above, I used voice in several ways: as witness to participant's perspectives, experiences, and teaching practices; as preoccupation through the way I view reality; as discerning others, or listening for the voices of others, through observation and shadowing; and as voice in dialogue through interviewing and having informal conversations with participants.
I use voice to witness and express the outsider's stance, "which looks across patterns of action and sees the whole" (Lawrence-Lightfoot & Davis, 1997, p. 87). In doing so, I take advantage of my position as stranger, which allows me to see through new eyes. As a newcomer to the research site, I was able to perceive and speak about things that often go unnoticed by the actors in the setting because they have become too familiar and ordinary.
Voice not only seeks to witness the participant's stance, and through new eyes, but also is used in the poems as preoccupation, or the ways in which I see and record reality. This concept of voice could also be viewed as the personal context or the researcher's perspective of the story.
Listening for others' voices refers to how the portraitist seeks out and tries to capture "its texture and cadence, exploring its meaning and transporting its sound and message into the text through carefully selected quotations" (Lawrence-Lightfoot & Davis, 1997, p. 99) . I address this by the use of direct quotes throughout each poem. When the portraitist listens for voice, she or he also observes very closely, watching for the ways in which the actors' movements and gestures speak much louder than the words (Lawrence-Lightfoot & Davis, 1997). In the margins of shadowing and observation notes and reflections, I made notes of participant's gestures and expressions. This technique helped to add an everydayness to each poem.
Voice in dialogue chronicles the developing relationship between the researcher and participant. It refers to the presence of the portraitist's voice, Hill / CREATING POETIC PORTRAITS 103 discerning the sound and meaning of the actors' voices and sometimes entering into dialogue with them (Lawrence-Lightfoot & Davis, 1997) . Conversations with participants were often spirited and lively. As two Black women talking about our lives, there was often a familiar head roll when explaining experiences. I tried to capture these instances of data collection in each poem by noting culture-specific routines such as, for example, getting one's hair hot combed or wearing Sunday church hats. This helped add richness to each poem.
The poems above are also about the researcher being present in the conveying of participant's stories. For example, in one poem I wrote, "Waiting for the professor to enter, she reminds me of an aunt, an elder." In another poem, I explicitly recalled when I was walking down the hall to the professor's classroom "hearing the vibrations of the Million Man March video showing in the hallway." As researcher, I am definitely of the portrait but not necessarily in the portrait. Although poetry is a possible methodology that fits within a womanist philosophical framework of shared participatory research, poetic portraiture does not seem to allow participants to be visible on their own terms but instead, as a reflection of the researcher. Is it possible to create expressive portraits without bringing more of yourself than you intend to? One way in which the methodology used here may be different in the future includes having participants write their own poems.
CONCLUSION
The womanist woman that Walker (1984) evoked, one who is "responsible and in charge, capable and competent" (p. xi), is the kind of vibrant, powerful woman we see in the poetic portraits of Olivia, Tulip, and Tulani. Poetry fits well within a womanist framework. I strongly believe that the study participants are not cases. Instead, they are human, women beings, each with her own perspective, experiences, and practices. Providing methods that add depth and detail to participants' stories, portraiture is to oil painting what case studies are to watercolor. Creating poetic portraits allowed me to convey the spirit of their beings in a way that other, more traditional, forms of data documentation would not enable. As teacher-scholars, we must think of and charter nontraditional ways of data documentation. We will then influence a wider audience. Just as the microscope and camera have allowed different ways for us to see what would otherwise be invisible, poetry and prose are different mediums that give rise to ways of saying what might not otherwise be expressed (Cahnmann, 2003) . Creating "living" portraits allows the reader to see, hear, and feel. It not only enhances our ability to understand the perspectives and experiences of higher education faculty but also supports Black women faculty potential to add their voices and experiences to the professoriate. 
Djanna
